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ARTIST STATEMENT 

 

I am an experimental animator and filmmaker hailing from the wilds of 

Pennsylvania, currently based in Iowa City. I am primarily interested in handcrafted 

filmmaking and exploring the ways in which experimental and handcrafted animations 

make labor visible, aesthetically gesturing towards the human relations of their 

production. I am invested in exploring the ways in which experimental and handcrafted 

animation forms and techniques can be utilized to address political inquiries and 

concerns, and stories of resistance. I am also deeply interested in the ways in which 

handcrafted animation, in the Walter Benjamin sense, invites authors to be producers, (or 

spectators to be creators) because of the extreme accessibility of its materials. 

  More specifically, I make colorful collage films, experimental videos, and found 

footage essays that strive to visually explore histories and movements of resistance. For 

my animation work, I construct paper cut-out collages which I animate on a multi-tiered 

system of glass panes, utilizing everyday objects and available materials. In addition to 

cut-out collage animation, I also work with 16mm found/ confiscated footage, 16mm 

clear leader, oil paint animation, hand-drawn rotoscoping, and any tangible and palpable 

animation form I can quite literally “get my hands on.” Currently I am exploring ways to 

incorporate my experimental animation techniques alongside live action film. 

Thematically, my films primarily ask questions about topics of left revolutionary history. 

Other times my films serve as confrontations themselves, resistance made visual. I am 

interested in both explorations: film as a tool to re-open, re-discuss, re-discover forgotten 

or untold histories, and film as a tool of confrontation. I believe that film/video and 

animation hold an important space of potentiality for artists who want to create 
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visualizations of resistance to racism, exploitation, capitalism, imperialism, patriarchy, 

and colonialism. By creating visualizations of resistance in my films, I seek to align 

myself specifically with politically left audiences and offer visual sparks of 

encouragement and hope, while also actively practicing and perpetuating the basic human 

need to connect with others. When I first saw radical feminist filmmaker Lizzie Borden’s 

beautiful film “Born in Flames,” I felt encouraged by the women on screen fighting back 

against sexual harassers. I felt connected to them through their confrontations and 

struggles. I felt hope that I could gain the strength to fight back in the ways that I saw 

women on screen fighting back. Film as confrontation and visualized resistance is 

imperative for me in my work because by creating visualized representations of a world 

in which our impact actually ruptures capitalism and systemic patriarchy and racism, we 

are given the realization that such a world can even exist and that our political efforts are 

not in vain, but are in fact imperative.  

  By primarily using tools that are easily accessible (paper, glitter, crayons, paint, 

markers, magazines, scissors), I also attempt to call attention to form and accessible 

practices for filmmakers. Creating film/video works that use tools readily available is 

important to me because I firmly believe culture should be both accessible by all and 

created by all. This is also why I am adamant about always having my works accessible 

and available for free online at all times. I am especially interested in ways of continuing 

the work of making things accessible, as evidenced in some of my own film/video work, 

which often uses stolen or bootlegged audio and imagery to share histories that go too 

often overlooked and untold.  

  My theoretical interests and explorations include: examining the revolutionary 
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potential of film, the revolutionary praxis of radical filmmakers, the politics of 

handcrafted cinema, hybrid forms of cinematic production, and the politics of distribution 

and accessibility. In Walter Benjamin’s seminal essay, “The Work of Art in the Age of 

Mechanical Reproduction,” Benjamin states: “The technique of reproduction detaches the 

reproduced object from the domain of tradition. By making many reproductions it 

substitutes a plurality of copies for a unique existence. And in permitting the reproduction 

to meet the beholder or listener in his own particular situation, it reactivates the object 

reproduced.” Agreeing with Benjamin, I strongly believe that film’s inherent ability to be 

reproduced and shared among the masses is explicitly why I choose film/video as the 

medium through which I seek to politicize my art. 
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INTRODUCTION 

Over the course of this paper, I hope to illuminate elements of both my artistic 

practice and theoretical framework that have led me to create my thesis film, John Brown 

in Iowa. While the film tells the story of a specific moment in time when John Brown and 

his men were training in Iowa, it also works to reflect on violence, effective fanaticism, 

organization, and the desire for abolition by any means necessary. The film’s story 

illustrates a concept that political theorist Joel Olson deemed “effective extremism.” For 

Olson, who studied fanatic abolitionists including John Brown and Wendell Phillips, 

effective extremism is an approach to politics that works to “draw sharper lines in 

society.” By drawing “sharper,” more radical political lines, moderates are forced to have 

to choose to be against you or for you, (be your friend or be your enemy) (“Radically 

Democratic Extremism”). When John Brown and his men arrived in the pacifist, Quaker 

community of Springdale, Iowa, they were met with a timid allowance of their presence. 

After months of training and working within the community, and “drawing sharper lines,” 

politically during community debates, Brown’s men left Iowa with two Quakers in tow 

who went on to fight and kill in Harpers Ferry. 

  John Brown in Iowa challenges the common pathologized representation of John 

Brown and instead offers a brief visualization of Brown’s organization and resoluteness 

during a moment leading up to Harpers Ferry. The film pays special attention to the 

relationship between land/space and bodies/lack of bodies. John Brown in Iowa is also, 

and most obviously, a portrait of a place- a changing landscape that once housed 

abolitionist revolutionaries and now is riddled with farm equipment and overgrown grass. 

It is a portrait of a house that once stood tall and firm, sheltering fervent abolitionists 
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during their brief stay in Iowa- a memory highlighted by a small plaque on a rock among 

weeds.  

  I made this film because I had no choice but to make it. Upon moving to Iowa, 

after being engaged in movements of resistance in Philadelphia, I sought out 

revolutionary fervor that often times felt difficult to find in a very liberal and neo-liberal 

university town. Learning of John Brown’s little-known and oft-overlooked time spent in 

Iowa, just a few miles away from me, was like accidentally running into a telescope and 

catching sight of a meteor shower. 
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CHAPTER 1 

PROCESS 

 

 

Finding William Maxson and John Brown 

 In August of 2013, my partner had just started teaching in West Branch, Iowa and 

began researching the area. West Branch is primarily known and celebrated for being the 

birthplace of president Herbert Hoover. There is a Herbert Hoover Highway, the Herbert 

Hoover National Historic Site, the Herbert Hoover Presidential Library and Museum, The 

Hoover Presidential Foundation, Herbert Hoover signs throughout the town, and an 

annual August celebration commemorating Hoover’s birth. In the midst of my partner’s 

research of the area, amid the Hoover-mania, he came across a site discussing the area’s 

history of abolitionist activity, with mention of John Brown and a mysterious “Maxson 

House.”  

  Immediately intrigued, I began to research the house. I discovered that the site of 

the house was only 3.5 miles north of West Branch, in an area called Springdale. My 

partner and I found a historian’s map of dirt roads off of the Herbert Hoover Highway 

along with detailed directions of how to get to the site of the Maxson house. Upon 

arriving at the site in early September, we found a small plaque on a rock, beneath a large 

beautiful tree, that read: “HERE WAS THE HOME OF WILLIAM MAXON, A 

STATION ON THE UNDERGROUND RAILROAD, WHERE JOHN BROWN OF 

OSSAWATOMIE RECRUITED AND TRAINED 11 MEN FOR THE ATTACK ON 

HARPERS FERRY.” The house itself was no longer standing and in its place, a farm 

shed and some John Deere equipment. We traveled a few blocks over to a small, oddly 

arranged graveyard called the North Liberty Cemetery. The east half of the cemetery has 
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headstones and clearly marked graves, while the west side of the cemetery has no 

markers whatsoever but the grounds remain kept and grass remains cut. A locally known, 

150 year-old-tale about the cemetery claims that the unmarked west side of the cemetery 

is home to burial sites of 17 slaves. In 2008, Midwest archaeologists began initial 

research into the area and indeed found proof that under the ground on the west side, 

were rectangular burial holes. The archaeologists believe that this area of the cemetery 

was left without gravestones so as to protect the Springdale’s Underground Railroad 

operations and keep local abolitionists safe from incensed slave-owners coming through, 

looking for their escaped slaves (Norfleet). We found some gravestones marked 

“Maxson,” and headed home. 

 

Researching the history of John Brown and the Quakers 

 William Maxson (sometimes spelled Maxon), bought land in the area of 

Springdale, Iowa in 1839, and built a house there in 1849 (Aurner). A large community of 

Quakers settled in Springdale and it soon became a thriving and successful station of the 

Underground Railroad. So successful, that: “It was a source of satisfaction to these 

Quakers that of the many fleeing slaves reaching Springdale, every one reached Canada 

and freedom, so carefully was the trip from Springdale mapped out” (Lord). Though 

Maxson was not a Quaker, he was believed to be a spiritualist and was a bulwark of 

abolition. His basement housed slaves as part of Springdale’s Underground Railroad 

(Langton). Springdale, Iowa had become one of the most powerful bastions of abolition 

in the Midwest.  

  In early winter of 1857, John Brown and around a dozen of his recruits and a few 
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slaves on their way to freedom, convened in Tabor, Iowa picking up 20 boxes of rifles for 

their abolitionist cause, delivered by the Massachusetts-Kansas free-state committee. 

They traveled 275 miles east to Springdale in 25 days. Most of the men had to walk as the 

wagons were loaded with weapons and appliances. Traveling through the frozen prairie, 

staying out of sight of settlements, they made their way to the doorstep of William 

Maxson (Lord).  

  Some accounts report that Brown had intended on having an auction upon his 

arrival in Springdale, to sell some of the group’s wagons so that they could purchase train 

fare and head to Ohio to prepare for Harpers Ferry. However, the Quaker community was 

financially unable to partake in an auction, as money was extremely tight (Wolfe). John 

Brown organized to have his men stay the winter at the Maxson house to train and 

prepare for Harpers Ferry, while he traveled East to meet and strategize with supporters. 

Maxson welcomed Brown’s men, charging a modest boarding fee and providing land for 

them to train on. A regular routine began for the men: “study, military exercise, and 

labor” (Wolfe).  

  John Brown’s men, training on Maxson’s land, visually ruptured the peaceful 

Quaker landscape. While the Quakers within the community did not agree with the 

violent nature of the military training, they happily welcomed the trainees into their 

community. The Quakers knew about John Brown (as did almost everyone by this time), 

from his reputation after the Pottawatomie massacre. Though the Quakers stood firmly by 

their pacifist convictions, they could not deny their appreciation of John Brown’s 

unparalleled and transcendent commitment to bringing about the end of slavery. The 

Quakers welcomed Brown: “Thou art welcome to tarry among us but we have no use for 
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thy guns” (Smith 231). While training and living in Springdale, Brown’s men took part in 

organized town meetings, political debates, taught classes at the local school, and even 

formed close relationships with many Quakers in the community.  

  My film, John Brown in Iowa, summarizes the main aspects of these events, while 

honing in on the story of two Quaker brothers, Edwin and Barclay Coppoc. The Coppoc 

brothers were so moved by John Brown that when Brown returned to Springdale, Iowa in 

the spring of 1858 to collect his men and return east in preparation for the raid on Harpers 

Ferry, the Coppoc brothers left their homes, families, and faith to join him (“Salem 

Ohio”).  

  During the raid on Harpers Ferry in October of 1859, 24 year old Edwin Coppoc 

shot and killed the mayor of Harpers Ferry, Fontaine Beckham. In Beckham’s will, he 

granted that at his death, his 5 slaves be given their freedom (“Salem Ohio”).  

 

Figure 1: “Beckham,” still from John Brown in Iowa, 2015 
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By the raid’s end, Edwin Coppoc had been captured along with John Brown and three 

others. His brother Barclay, escaped. Edwin, John Brown and the rest of the captured 

were sentenced to death by hanging. Edwin’s last words, as the noose was fitted around 

his neck, were: “Be as quick as possible” (“Salem Ohio”).

 

Oh strange and wondrous times 

 Before leaving Iowa after their winter of training, Brown’s recruits carved their 

name into the Maxson house (Langton). John Brown in Iowa both begins and ends at the 

location of the former Maxson house, reflecting on its present absence and the changing 

surrounding landscape.  

 

Figure 2: “Maxson House,” still from John Brown in Iowa, 2015 

 

Lydia Maxson, a daughter-in-law of William Maxson, wrote the following poem about  

 

the house: 
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  “The Old Gravel House” 

  Old House! We're standing in thy shade,  

  Thou structure gray and fading,  

  In memory of a bygone time,  

  A day long since receding.  

 

 The skies above are blue and fair,  

  And nature still renews her glory,  

  But thou, lone relic of the past,  

  Must soon live but in story.  

 

  Full threescore years have come and gone 

  And sun arose and set,  

  Since first the ground thou standest on,  

  The foot of man had met.  

 

  But not as now were smiling lands,  

  Nor nature lavish of her blessings,  

  Through weary years with toilsome hands 

  They came to their possessions.  

 

  And thou, old house, that reared thy front 

  A mansion in thy day,  

  Rose on the fanes of cabin home,  

  The early settlers' stay.  

 

  And loved have come and loved have gone,  

  And passing left a sting.  

 

  They sleep, still looking toward the West,  

  Beneath the deep woods shadow,  

  As if they still would see the sun  

  Sink down on wave and meadow.  

 

  But through each change of time and scene,  

  Though human life be brief,  

  New dreams will grow and memories come  

  To take the place of grief.  

 

  For still thy portals open swing  

  To welcome friendships bright,  

  The lone and cheerless wanderer  

  At evening blessed thy light.  

 

  And still thy days rolled on and on,  

  Till bondman at thy gate  
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  Besought the help and sympathy,  

  Denied, alas! by state.  

 

  A hero with his God-sent band,  

  Unheeding threats or frowns,  

  Across thy threshold planned and wrought  

  And gained a martyr's crown.  

 

  And thou, old house, that in thy prime,  

  Saw freedom's dawning day,  

  No fears of clanking chains and strife,  

  Shall mock at thy decay.  

 

  Old house! We're standing in thy shade,  

  That shadow made sublime,  

  Through solemn years and memories,  

  Of strange and wondrous times (Aurner). 

 

 Throughout my intensive research phase of pre-production, I learned that the 

“hero with his God-sent band,” (Lydia Maxson’s poetic reference to John Brown), had an 

immeasurable and welcome impact on the Quaker community of Springdale, Iowa. While 

the present day community of West Branch, (the largest town near Springdale), 

seemingly overlooks its history of anti-slavery struggle in favor of Herbert Hoover, there 

are still small physical remnants embedded in the landscape that gesture towards the 

area’s radical history. From the small plaque on a rock, erected by the Daughters of the 

American Revolution, to the mysterious cemetery, to the few archives and historical 

records, to the soil on which the Maxson house once stood… these artifacts of 

revolutionary fervor await those who are willing to excavate them. 

 

Film production 

 In the cold, late winter/ early spring of 2014, I went out to the site of the Maxson 

house for my 2nd visit. In just a matter of months since my first visit in the fall of 2013, 
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the harsh winter had rendered the landscape so desolate in what seemed like an 

overwhelmingly drastic change of scenery. The very large, old, beautiful tree that had 

provided shade to the small historical site’s plaque was (of course) now leafless. The sky 

was winter gray, and a massive tree’s carnage lay a few hundred feet away, chopped 

down, destroyed and in colossal pieces. I reflected on the fact that this harsh and stark 

scene was probably more along the lines of what John Brown and his men experienced 

upon their winter arrival in Springdale. I had known I wanted to make a film here from 

the moment my partner and I stumbled into the location’s history months before. My 

desire to make it a short experimental documentary grew out of my research phase, when 

I realized how many different moving parts there were to the story. I wanted a cinematic 

form that allowed me the space to experiment with process.  

  During this 2nd visit to the Maxson site, I explored the area deeper, taking pictures 

and scouting locations, thinking about areas best suited to film in order to convey the 

texture and tone of the geography and history. I came home and in a matter of 24 hours 

had drafted up a shot list and acquired a cinematographer, Joshua Yates. We shot the 

entire live action portion of the film in one Saturday morning/early afternoon. I slowly 

began the work of editing and crafting together the elements of the location’s history that 

I found most politically compelling.  

  In the fall of 2014, I traveled to San Francisco to do archival film research at 

Craig Baldwin’s Other Cinema 16mm film archive. He had graciously sent me many 

films relating to John Brown up until my visit, and pulled many reels aside once I arrived 

at the archive. Watching them through a 16mm film view-finder, I spliced together what I 

needed.
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 The act of using my hands to physically search for tactile images of John Brown 

through old found footage films, is significant for political reasons which I will further 

explore in Chapter 2: Reflections on Tactility. For now however, I would like to pause 

and consider the important role of found footage and collage practices in my filmmaking. 

William Wees explores the differences between what he outlines as the three different 

found footage practices, in his text Recycled Images. Compilation films present 

themselves as representations of reality, often drawing from historical archival footage. 

Appropriation films acquire their images from the media, slapping together numerous 

images without any attention to historical specificity or logical connections between 

them. Lastly, what Wees argues to be the most political use of found footage, is the 

collage film. Collage films challenge the media’s attempt at selling us the idea that they 

are presenting unmediated representations of reality. Collage calls attention to its 

construction and its mediated nature, and in doing so reminds us that it is an altered and 

fragmented deconstruction and recontextualization of images (Wees 45- 49). Collage film 

is political because it works to critique ideas of unmediated representation. Collage film 

also promotes a more activated viewership by forcing an audience to have to think more 

critically around questions like: “Why are these specific fragments and images being 

brought together? What conclusions should I be drawing from this juxtaposition?” 

  For John Brown in Iowa I decided to bleach out and hand-color parts of the 16mm 

found footage film I acquired. The negating of space and visual information on the 16mm 

frame gestures towards the negation of Maxson and Brown’s presence in the land- from 

the literal destruction of the Maxson house to the almost total erasure of Brown’s history 

in Springdale by the lack of local community interest/ upkeep/ support. By treating the 
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collaged found footage material in this very physical way, a jarring effect is caused when 

viewing the film on screen because the hand-bleaching and coloring process at 24 frames 

a second is slightly harsh for the eye to receive. Wees argued, and I agree, that to jolt an 

audience is to force them to think more critically. By employing specific, theory-

influenced production and editing strategies, I seek to create a viewing experience that 

allows space for the learning of radical history, while simultaneously providing a critical 

environment for viewers to think through larger political questions posed. 
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CHAPTER 2 

REFLECTIONS ON TACTILITY 

 

Tactility and habit 

 Walter Benjamin believed that we learn through tactile appropriation through the 

forming of habits. In “The Work of Art in the Age of Mechanical Reproduction,” 

Benjamin explores the potency of learning through habit, even while distracted. Using a 

metaphor about architecture, he says that we often learn most about an architectural 

building, not by standing and making a point to pay special attention, gawking at it like a 

tourist would, but rather by entering and exiting it, taking it in visually only incidentally. 

While distracted, we learn through habit (tactile appropriation) (Benjamin).  

  For Benjamin, the work of the hand provides the most literal sign of authenticity 

and authority. Both the process of making John Brown in Iowa, and the final film itself 

reflect on handwork, tactility, and habit. In terms of process, the handwork applied to the 

16mm found footage film, along with handcrafted text on screen, signal back to me as the 

cultural producer, the filmmaker, and point out my labor in a very visceral way. The 

process of hand-altering 16mm film footage is extremely tedious but also open to 

absolute distraction. I could be hand-painting hundreds of film frames the size of my 

thumbnail, but concentrating on something else entirely. “The distracted person, too, can 

form habits. More, the ability to master certain tasks in a state of distraction proves that 

their solution has become a matter of habit” (Benjamin). In a sense, this concept points 

back to the distracted viewer sitting in a movie theatre, being washed over by a film. 

Benjamin notes that the movie theatre is the place where art can utilize distraction 

strategically. Film is a medium in which an artist can tackle difficult, political, or even 
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propagandistic topics and utilize both the power of distraction as well as the power of 

shock and jolting fragmentation (such as Wees’ emphasis on jolting the viewer into a 

state of criticality). While movie goers are distracted and mesmerized by the cinematic 

experience, in a captive audience, filmmakers can choose to insert subtly (or not subtly), 

specific messages or politics into their films. On the other hand, filmmakers can abruptly 

meet the viewer at their point of distraction, jarring them through editing strategies into a 

more critical viewing space. 

  In a very literal way, I meet the audience somewhat abruptly with my presence on 

screen, piercing the previous desolate and unending landscape of dead farmland. Acting 

as an on-presence vessel to further exemplify tactility, habit, and learning, I appear and 

act out the three habits that became a motto for how John Brown’s men spent their time 

on the Maxson farm: STUDY, MILITARY EXERCISE, LABOR. 

 

Figure 3: “Study,” still from John Brown in Iowa, 2015 
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Figure 4: “Military Exercise,” still from John Brown in Iowa, 2015 

 

 

Figure 5: “Labor,” still from John Brown in Iowa, 2015 
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 These three specific tasks/ habits/ ruminations: study, military exercise, and labor, 

play not only a role as the film’s signifiers of the recruits’ activity, but also work to 

reflect my own artistic practice. Both in the making of this film and my artistic practice at 

large, research and theory inform my creative and aesthetic strategies. Labor-intensive, 

handcrafted work seeps into all video productions I create. I like to employ handcrafted 

work to act strategically as a way of pointing to labor and the human relations of my 

video productions. But also, I simply and very sincerely just enjoy working with my 

hands. Grasping, feeling, molding- exploring tactile ways of artistic making have always 

been incredibly gratifying methods of artistic production for me. Aside from the 

“STUDY” and “LABOR” aspects of my artistic practice as outlined above, the concept of 

“MILITARY EXERCISE” is employed in more covert ways, within my artistic practice 

and outside of it in my own personal life. For the film, I worked with the rifle’s owner to 

learn proper form, stance, loading, and general rifle handling practices. In other films of 

mine, gestures towards military exercise in the name of insurrection are illustrated on 

screen. In my own personal life, outside of what I deem my “artistic practice,” my version 

of military exercise is expanded to encapsulate a broader understanding of physical 

engagement in struggle. My physical presence in movement building, radical community 

organizing, and direct action, are all imperative compenents of my “life practice.” 

 

Tactility and craft 

  To expand further on tactility, I’d like to consider craft and reflect on Benjamin’s 

understanding of film as a return to the tactile after a long period of alienated labor 

brought on by capitalist industrialization.   
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Benjamin’s ‘Work of Art in the Age of Technical Reproducibility’… 

scents possibilities for a post-bourgeois object, a non-auratic multiple, 

prefigured in photography and film. This technical multiple does not 

squash out authentic experience but translates it into object-forms and 

forms of experience appropriate for a modern age. These forms, like the 

forms that cradled craft, fan a spark of a life that is integrated 

harmoniously with labor… Tactility, closeness, indexicality, at handness 

mark out this new potential art for and by the masses. For Benjamin, the 

mass appropriation of art signals literally a manhandling of cultural 

products. The mass-reproduced copy can be manipulated. It is ‘tactile’ 

(Leslie 8).

 

With the birth of film, art production is again within reach of the masses, as it had also 

been in medieval times within the form of “kraftwerk” such as pottery and other artisanal 

labor. Benjamin sees a renewal of tactility with the introduction of film that he 

appreciates which is reminiscent of handcrafted work during the times of traveling 

journeymen storytellers. For Benjamin, the time of “kraftwerk,” (before the age of 

alienating capitalist industrial labor), was important because journeymen and craft 

artisans regularly took part in storytelling traditions while teaching their crafts to villagers 

(Leslie 5-6). Film is a return to the collective act of storytelling and experience-sharing. 

Film resembles craft.  
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CHAPTER 3 

VISUALIZING RESISTANCE 

 

Drawing sharp lines 

 Visualizing resistance has been of personal interest and importance to me since 

the first time I learned how to make a movie. I define “visualizing resistance” as: 

imagining and creating imagery of struggle(s) against oppression (ie: racism, patriarchy, 

colonialism, capitalism, etc). The very last line of Benjamin’s “The Work of Art in the 

Age of Mechanical Reproduction,” reads: “Communism responds by politicizing art.” In 

most instances, (though not all), of my art production, I seek to politicize my art by 

visualizing resistance to connect with others engaged in struggle.  

  In my Artist Statement I made mention of one of the most powerful cinematic 

viewing experiences of my life thus far: watching Lizzie Borden’s film Born in Flames. I 

was an undergraduate film student, completely blown away by the images on screen of 

organized women who were collectively, militantly and violently fighting rapists, street 

harassers, and any person or institution that stood with patriarchy (Borden). The film did 

an excellent example of “drawing sharp lines” (as Joel Olson argued for). When watching 

the film, as an audience member, you are either with the women or against them. They 

leave no room within the world of the film for people to be partially with them. They 

make no apologies for their extremist political strategy and they seek nothing but the total 

obliteration of patriarchy and white supremacy, by any means deemed tactically 

necessarily.  

  Drawing sharply left, incendiary political lines within a film is not easy. It takes 

courage to draw sharp lines. One must understand that they will inevitably lose audience 



 

 

22 

members by drawing sharp lines. But that is the goal. The goal is to make people 

uncomfortable. The goal is to offer sparks of revolutionary hope to those who are already 

on your side. The goal is to force those in the center, to choose whether they are with you 

or against you. When watching 'John Brown in Iowa,' and learning about Iowan Quaker, 

Edwin Coppoc, who left his family and faith to join the raid on Harpers Ferry, and then 

shot and killed the white mayor of Harpers Ferry during the raid, and in doing so freed 

the mayor’s five slaves: are you with Coppoc or against him? Are you with the five slaves 

or against them? 
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